






























? ? ? ? ? ? ? ? ? ? ? 1．知覚的空想と超越論的テレパシー 
? ? ? ? ? ? ? ? ? ? ? 2．超越論的テレパシーと主体変容 
? ? ? ? ? ? ? ? ? ? ? 3．超越論的テレパシーと創造性 

























































































































































































































































































































































































































































































































































































創造性と知覚的空想? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? ? 115 
れる前に準備していたと〕同時に母親と私は、妊娠するということに関して母親と
同一化できるだけでなく、弟の世話に責任を負うということについても母親と同一
化できるというダイアナの能力を目撃したのである。」(Winnicott 1971, 46) 
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I attempt to discover the essential characteristics of creativity from the perspective of 
phenomenology. The connection of my phantasía – which, according to Husserl’s analysis of 
phantasy, means ‘imagination without image’ – with the phantasía of others constitutes the 
starting point of the paper’s argument. My phantasía becomes creative when it is connected to 
that of someone with whom I am talking. The original structure of this creativity in the phantasía 
is observed in the perceptive phantasía realized, for example, in the play of household. A healthy 
perceptive phantasía is structurally intersubjective. It implies the transmission of the phantasía 
through the medium of a perceptive object, and this transmission enables creativity. 
On the other hand, daytime dreaminess does not admit such connection with the phantasía of 
others, and therefore, it does not have creativity (we call this sort of petrified phantasía 
“phantasm”). Phantasm repeats a single and fixed scenario, and this fixity concerns the closed 
and solipsistic characteristic deprived of the window opening on the phantasía of others; when 
there is a connection between two phantasíai, it structurally implies a creative development.  
There are three essential variations in the creativity discovered in the perceptive phantasía. (1) 
A new idea that goes beyond my possibility is introduced by my partners. Thanks to the 
transmission of the phantasía, this idea becomes my own creativity. (2) Incarnation in the style of 
the phantasía of my partner enlarges my possibility and eventually transforms the petrified 
phantasm of my partner into a healthy phantasía. (3) The arrival of a completely unforeseen idea 
surprises both me and my partners and constitutes the ultimate phase of the creativity observed in 
the perceptive phantasía. Analyzing two cases described by Winnicott from the perspective of 
phenomenology, this paper showcases these structures in contrast with some psychological 
disturbances in the structure of creativity. 
